THE FESOLE CLUB PAPERS. 

By W. G. Collingwood. 

in. flower studies in the fresco school. 

The leaves have not yet come upon the trees, and vve must 
wait a while before proceeding with our studies of foliage. But 
we can lead up to them, and prepare ourselves for them, by some 
careful watching of the smaller and simpler kinds of plant-life, 
grass, and herbage, and the wild flowers of this month of May : 
of which the easiest to get, and to keep, and to paint, is — on the 
whole — the primrose. Daisies shut their eyes just when we are 
trying to get the drawing of them right, like sleepy sitters ; and 
wood anemones are very weariable models. Celandines, for all 
their sentimental interest, as “ heralds of the mighty band,” are 
but indifferently beautiful when looked at individually ; they 
have none of the refinement of our other wild flowers, whereas 
violets — who can paint them ? But any small, ground-growing 
flower will do for this month’s study, provided only that you get 
it with the ground it grows on. 

In town, you can buy a primrose-root for a few pence at a 
greengrocer’s in a back street ; in any part of the country you can 
dig one up in your garden, or by the wayside. Then set it in a 
shallow box about a foot square, or in a little tray or dish, along 
with such tuits of moss, weed, and grass as grow around it 
naturally ; bits of stone also, if you like, to fill out the box and 
imitate a real bank. The best thing of all would be to cut a 
turf, without disturbing its accidents of dead leaves and tangled 
shoots- All March begun with, April’s endeavour ’’-and trans- 
fer that as it stands into your tray. But if that is impossible, 
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vantage over a cut posy, which a — — 

And a cut posy is not quite nat^r^r^ WitherS only to ° soon - 
.s to observe and note down in the u ° bject in this le sson 
lines of growth, the spring c,,n,J of e , St f mannerthe radiating 
WUL >->i tne earth anrl the 1 , 
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lines of growth, the springing' ““ J?'. 1 ma ™ 
comes out of the earth, and the r, • ^ e ’ * be wa y plant 

stalk : but all this is Wf ^P 01 ^ of the flower upon its 


water. More than that, w e mav P ‘ cked and P ut in 

an interest in Nature’s own \ SOnabIy ex P ect a charm and 
objects; in her harmonious comD^V ^ her decorative 
and variously tinted leaves • in ht ° f dlfferently sha P ed 

-for flowers do not Sow in h ° my ° f excitin S colour - 

These traits of charade” and turns°Xh ’ , b “‘ c 5“' s " lla,ion »- 
among flowers, revealed onlv to th • °“ r are family secrets 

them wei, „n,y “* ^ 

T his portable garden, then, can be set up (as you set the 
lemon) on a cabinet or shelf, or on a pile of Lhs or tees 
whose top „ not less than three feet from the floor. On thfs 
the box can be propped so that it slopes a little towards you, as 

, lt , Were Part ° f thc surface of a wayside bank, just below the 
level of your eye as you sit at work. It should be ten or 
twelve feet distant from you ; for you want to see it as a whole, 
not poiing into its minor details as if you wanted to make a 
botanical diagram of the pattern on its wrinkled leaves; but 
getting the true proportionate relations of light and dark colour, 
and the broad modulations of undulating surface. And when 
you come to paint, do not get up every now and again to peep 
into the obscure or tangled parts; sit still in your place, and 
if anything looks obscure, paint it obscure ; if you see no detail, 
do not try to put any detail. For you will see what you would 
not see if you had the primrose on the table beside you the 
spring of the lines, and the gradation of the surfaces of the 
leaves, and the tender softness of the petals, not cut up by any 
hard marks and violent, exaggerated modelling. In a word, 
you put yourself at the point of view of one of the earh Italian 
fresco-painters, who gave truth without pettiness, and brea ti 
without emptiness; and you ™ int of vievv of the 


wiuiuui emptiness j cxi i la y ^ ^ . « i 

vulgar still-life painters — the painters of hies on cast non oo u 

and dewdrops on waxy lilies. The difference et ''f en ^ 
two standpoints is the distance of the highest iom 


art. 


But before you begin to 


paint, measure one of the nearest 
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and most important flowers, so that you draw it strictly life-size; 
and then pencil down the subject without further measurement, 
which would only mislead you, since the whole thmg .s m 
perspective owing to the slope of the box, and the fact that 
some of the plants come in front ot the others, not to mention 
the foreshortening of the leaves themselves. So one measure- 
ment the breadth of one flower, will be enough to fix the scale 
of your drawing. Outline that flower in the middle of your 
paper, add the rest around it, in due proportion and position, 
so that the whole picture, which should be about the size of the 
Parents Review , is filled up with flowers, leaves, and stones, 
without showing either box or background. \ ou will see that 
there is the making of a beautiful picture there— a window, at 
any rate, over a garden of fadeless blooms — if you have put a 
real bit of Nature into your box, and painted it with intelligence 
and care. No “ talent ” need be bespoken for this kind of work ; 


some experience is wanted, but that you will soon get if you 
try again after failing with your first attempt. Lvery drawing 
should take neither less nor more than three sittings on three 
consecutive days. You will have three weeks for your experi- 
ments, from the beginning of May till the 2ist, when the 
drawings should be sent in (to the writer, at Gillhead, Winder- 
mere). 

When the shapes have been settled with pencil outlines, get 

someone to criticise, remembering that it is always possible, 

even in the study of art, to make a mistake. A fresh eye — that 

is, anyone except the student — may discover mistakes that 

escaped the fatigued and accustomed eye. At this stage of the 

proceeding it costs little to make an alteration. Later on, you 

may have to throw your drawing away in disgust at finding how 

the beauty of the subject: depends on the right size of each 

space of colour, and its right position — two conditions which 

require an accurate outline. So spare no trouble to get the 

spaces rightly planned out, or “ placed ” in relation to one 

another ; and then stop, for that will be enough at one sitting. 

ut the work away till next day ; not, however, till next week, 

01 y° u ma y bnd that your garden has grown, and grown quite 
contrary. b n 


At the next sitting take a fine pen ; rub some Indian ink on 
a plate with a few drops of water, and put the wet paint into 
> our pen with a biush, as there will not be enough to dip the 
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pen into. If you have no Indian int- 1 
writing-ink (though that can be us P ri k £ b ack wiU do ‘> b «t 
spread when it is wetted with the s „v ■ the skll f ul ) is apt to 
thicken the lines which ouo-ht to h S ^ quent P amt > n g. and so t° 
after rubbing the drawing Hght with h"! delicate - Then > 
your outlines neatly; that is To sav u ^ ° r indlarubber . ink 
the colour-masses only n ' 2’ - “ast-lines of 

which are not edges but shades ' mar *t | ngs and details 
says someone, 4< hero Jc 

accepted methods of art. There is no outr 1 " 1 ' C ?" trary t0 the 
good painters’ work that we see in exhibitions'" “ atUre ' “ 

There is no outline in Nature ; but there is an edge to most 
things, and that edge m such objects as the human figure 
flowers, landscape detail, and so on, is perfectly definite and 
exceedingly beautiful. It is a li„e_a mathematical line, not a 
black one , bu. it cannot be separately studied and indepen- 
dently represented without using a black line to stand for the 
impalpable but actual limit line. Unless you study this depart- 
ment separately and independently, giving undivided attention 
to it, you are likely to ignore it, and never appreciate form. That 
is why some sort of outline is desirable in students’ work ; and 
the laws of Fesole lay it down that it must be a pen outline (or 
a fine brush line, which is much more difficult to draw) because 
the first pencilling is likely to be undecided, which implies some 
clumsiness and error, and needs to be corrected by the delicate 
pen-line, continuous, unbroken, equal in thickness throughout, 
and as thin as you like. 

“But Mr. Ruskin says that you can’t outline candle-flames 
and cotton-wool, and yet he tells the student to outline his 
studies. Is not this one of those contradictions which are said 
to abound in his writings?” 

Precisely ; and a very good specimen, for these contra ic 
tions are only verbal and not real; they do not exist in t 
author’s mind, but only in the readers, when he has misun er 
stood either the general drift or the precise limitation o ® 
matter in question. Flames and cotton-woo , an suc 
edgeless objects, can be painted only as tours > c ft rce, 
never set to students by wise teachers. . 11 e ' no 

primrose and its associated tufts ot feat iery gras , 
edge is visible, dmw none ; where one colour Me* by giadalion 
into another, paint it so, by worvii & 
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taneously together. The laws of Fesole only ask that where 
you do see an edge it should be drawn with the fine point and 
with full attention to all its delicacy and beauty, so that you 
acquire the habit of looking for natural form rather than 
■contenting yourself with conventional blots of pleasant or 
forcible colour. The distance of the object from your eye 
will save you from all niggling and pettiness of treatment; 
while the severe outline will guard you from that dan- 
gerous ambition to be picture-making, by which amateurs 
are tempted to substitute vagueness for knowledge and slip- 
slop for observation . 

“ But,” says a third, “ how about the majority of modern 
nw.-cf-c Hnn’t- outline — who greatly object to a hard outline, 


as they call it, and insist on softness ? ” 

In many pictures there has been a most careful outline, 
which is only obliterated by the strength of the colour; in 
others, the outline, though not drawn with a point, is expressed 
by dexterous limitation of touches and washes, in a way which 
no student can rival, for it is the height of practical power to 
■draw with the full brush. To pencil an outline and rub it light 
is a sort of pretending to draw with the brush ; it is an attempt 
to get the first-rate result with second-rate power ; and it fails 
by betraying its timidity and clumsiness. Some artists again 
don’t care about form ; they prefer other qualities, and are 
content if they get a pretty effect of colour or chiaroscuro. But 
all good art begins with form ; all sound and competent artists 
can do more than knock off the pretty sketches which they sell 
for their living, and they would be quacks and charlatans if 
they couldn t draw an outline when they wanted — they would 
be uneducated ii they had not been taught to do so in their 
student days. 


The English school of water-colour painting began in a 
method very like that which we are following ; with careful 
severe outline, often with the reed pen, clearly tinted with 
colour ; of which style an interesting series of examples may be 
seen at South Kensington, and a fine collection was on view at 
the Royal Academy last winter. From that the art advanced 

w-vp ller and m ° re com P licated methods, such as those of 
1 am ^ un h who painted lemons and primroses to perfection. 
His^plan was to outline very sketchily, and, as he said, “fudge 
t le painting with clever washes and free touches, hatching 
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and Stippling, in transparent and solid^T,. 

could never explain to his pupils nor process es which he 

because they were the un codified result i" y . . reason for Hust 
talent and experience. But he be^n ; u- ° wn P eca '<ar 
severe style of the old-fashioned school “ ** y ° UtH with the 

of Frederick Walker and his school tho^B d f nved ’ and that 
use of body-colour, in the end as created^ SUch 

distemper-painting, and leadin'* to it in " CW manner > 

when Mr. Ruskin taught with' Rossetti at the Wo££ Men’1 
College they tried to eet their mmiic s lvlen s 

old William Hunt, sketching i/aSd ■■ fudgbg 
attention to local colour and texture. I, washed horvever 
during a long experience, that the average untalented beginner 
needs a much more certain method and definite guidance and 
one that ensures attention to the higher qualities of art. It is 
dangerous to tell him to be clever, to be free, to aim at “quality 
and surface” — that is like encouraging the piano-student to 
storm the keyboard like Rubinstein before he can finger Bach’s- 
Inventions. In all the arts the most romantic and emotional, 
masters start from the severe classic school, and recur to it with 
pleasure. Byron, with his innovations and audacity, leans upon 
Pope ; Mendelssohn, all melody and sentiment, you would think,, 
bases his tunes on the counterpoint of Bach. And in an age 
which found its expression in the softness of Reynolds, the 
sketchiness of Gainsborough, and the slap-dash of Romney, it 
was the height of taste “ to admire the works of Pietro* 
Perugino,” which in many cases are as severely outlined as can 
be. All the chief early schools of Italy, in which the greatest 
masters studied, lean upon the undisguised outline ; and neces- 
sarily, as practising chiefly Fresco, in which decision, certainty, 
distinctness are absolutely required. Beginning in that way,, 
the great painters both of Italy and England developed them 
own talents in their own way. We can’t ask better than 
to start as they started-from old “ mother outline, as Blake 

Sai<1 “ But,” once more, “a primrose is, if ato^Not 

and delicate. Will not the outline ma -e 1 ° v delicate 

of necessitv not if the lines are continuous and even, del 
oi necessity, not n ^nations gentle, the colour clear, 

and beautifully curved, the gr J the tones broad, the 

the relations of light and dai v c 



100 


the f£sole club papers. 


J T f ,-c not the vagueness or blur of the 
eS thTmlfra face or a 'flower «*. but the truth of rehef 

"^tht ^ second sitting, get a fine pen 

outline, giv ing the radiating curvature of stems and leaves wh.ch 
you will feel with its full force after the lesson m tree-boughs 
last month And then with all doubts and difficult.es of draw- 
in- put aside, proceed at the third sitting to colour, on the 
principle of matching tints and finishing at once, premier coup, as 
it is called. And here you will be exemplifying the third 
principle of Fresco : the first was Breadth of mass, the next 
Definition of contour, and now freshness of colour resulting from 
decisive execution. Each primrose flower should be done at 
once, without retouching. In one brush take diluted lemon 
yellow for the lights ; in another, faint yellow ochre and cobalt, 
matched beforehand, for the shades ; and lay them on without 
hesitating, letting them run into one another where they meet, 
so as to produce their own natural gradations, which are so much 
more perfect than any stippling or sponging can elaborate. 

You may at first think the darks are not strong enough, and 
want to re-enforce them ; but beware ! The fresh tint and first 
wet gradations will give softness and luminosity, and if you have 
matched carefully, trust to your matching. Of the leaves, match 
both lights and darks . use whatever paints will represent them ; 
not violent metallic greens like viridian, nor crude mixtures of 
Prussian blue and gamboge and such like. A quiet pigment, 
cleanly laid, and not fouled by subsequent rubbing or washing, 
gives a much sweeter and stronger tint than you might suppose ; 
so that cobalt and raw sienna will probably be green enough for 
your leaves — though, if you see them greener, paint them greener. 

I have gone into detail, tediously perhaps, over this lesson, 
because it will be worth your while to understand it, and because 
the principles of our method are not quite familiar, though 
reasonable enough. If the talk is tedious the work will not be ; 
one sitting should suffice for the colouring of your study, which 
will look highly finished without labour. For most of the time 
is spent, in water-colour work, in retrieving mistakes, and polish- 
ing coarseness, from both of which you are delivered by this 
new-old method of wet work, the Fresco style of Fesole. 


ST. GEORGE’S GUILD. 

By Julia Firth* 

St. George’s Guild is a society founded by Mr Ruskin an ri 
rt aims at the establishment and encouragement' of ’ , 

tural life with as much refinement as possible” This ; ’ 
the purchase of land, and the settle^ttpon ? V eto? s 
willing to cultivate it under certain conditions of usefulnes to 
the community and comfort to themselves, the reverent preser- 
vation of all that is beautiful in wild Nature, the easy access 
to selected specimens of what is excellent in Art, and the 
education of the children in such a manner that they shall 
know “ the meaning of the words Beauty, Courtesy, Compas- 
sion, Gladness, and Religion.” 

It is becoming more and more generally recognised that 
refinement, which implies leisure and the power to use it rightly, 
is not at present possible for the “ lower orders ” as a mass. 
People begin to ask whether the poor should not be a little 
richer, whether a life of excessive toil, without any culture 
except that of hardship, is exactly what is due to our fellow- 
men, and whether the “ divided races,” which touch only on 
pay-day, quite answer to the accepted ideal of Christianity. 

John Ruskin, deploring the state of things some twenty 
years ago, felt that he could not stand aloof, that he could not 
have peace of heart, nor power of hand, unless he made some 
effort, aided by many or by few, to abate the misery which 
distressed him. 

It is remarkable that the author of “ Modern Painters," with 
his artistic genius, should be the one great writer of the present 
day who has himself stepped down into the arena to do battle 
with ignorance, cruelty, and injustice, and to set going a scheme 
of help. He felt that something radical shou d be done, t la 
charity was useless unless justice satisfied the demand for right 
conditions of life. He began by the systematic extension of 


* “ Mrs. Firth and Mr. Ruskin are Mends of lo^ sl^ Ste «*J 
* Ulric ’ for him, and I know of no woman m all h., urcle so deep.) 
his ethical and educational teaching. A. 


